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SHALL DEGENERACY BE ENTHRONED OVER 

LIFE AND ART? 



NOW that the "season" has opened in the 
world of art the public will no doubt be 
invited once more to see exhibitions of 
"democratic" art by the advocates of "democracy" 
in art. 

What do we find among those "democrats in art" ? 
All sorts and grades of rebels against common- 
sense in everything in life and art: hoboes from 
Boston, Bedlam and "Bohemia," the first vag- 
abonding neurotic "intellectuals" who think 
crookedly ; the second, brutes who are "f urninst the 
guv'nment" and self-restraint in all things; the 
third, weird moral misfits, unfinished in the mak- 
ing. Among these are anaemic cubistic students 
who quit school too soon because good drawing 
takes so much life-force; sentf-cultured futuristic 
savages who would destroy all museums in order to 
force upon the world a volte-face toward some new 
goal, weirdly new; clever sex-perverts with a smat- 
tering of Hegelian, cryptic terminology and "smart" 
verbiage, with which they bewilder the normal 
public in their efforts to deride all great and moral 
art that sane people admire by calling it "Academic" 
— because it is exalting and not degrading — and 
whose grotesquely ignorant use of the word as an 
insulting epithet has made it a badge of honor. 
All these heterogeneous, unbalanced forces "artists 
and critics" staggering under a load of hydro- 
cephalic ego-mania, and with mephistophic charla- 
tanism exploiting society instead of serving it — 
are to-day found in the camp of the "democrats" 
in the world of art, as are their prototypes in the 
world at large. 

These will now, no doubt, again emerge from the 
cabarets and dives in the byways of the world of 
art to drag art down to "democracy," their sinister 
leaders knowing full well that great art is always 
aristocratic and that their use of the phrase "de- 
mocracy in art" is nothing but a camouflage by 
which these bunco men hope to de-orientalize the 
public mind and is nothing but a cloak behind 
which they hope to carry on their nefarious busi- 
ness of debasing the public taste and win shekels 
in the name of "progress" and "experiments" in art. 

The public will have a clearer idea of what we 
mean by "sex-perverts" when it considers the busy, 
latter-day Saints of Oscar Wilde-ism, one of which 
is fitly characterized by N. P. D., in a late "book 
review, of the Evening Globe of New York. Speak- 
ing of a new novel : "A ," by 

-, among other things too 



"tart" for us to print here, the reviewer says: 

We can all, perhaps, talk and understand and even at 
times enjov what old Horace Walpole bluntly called 
"bawdy." But there is an itching, fiddling way of treating 
a maggoty humanity employed by some of our clever and 
ultra-modern authors — in the disguise of art — that is singu- 
larly distasteful. . . . There is not a normal character 
in the story, and the exotic and erotic young woman called 
Olga is perhaps the most abnormal of all. 



The whole story is a clever dalliance with immorality. 
It is playing the game of "bobbing" for the forbidden fruit 
without once getting a good bite at it. 

Bravo, N. P. D., and more power to you ! We will 
soon have more to say of these degraded "artists in 
words" — devotees of mere cleverness, carrying on 
their sinister traffic of sexo-pathic gabble to the 
weakening of the moral fibre of the race under the 
cynical plea of "broad-mindedness," "true picture 
of life" and "Art"— Heaven save the mark! — by 
which they try to mask their commercial activities, 
not only against the fundamental good of society 
but to the defilement of the very temple in the world 
of art itself — and that to a degree that makes 
every decent artist ashamed and angry that he is 
forced to live anywhere near the temple. 

This is the reason why we shall continue with 
"Lutheran frankness" to place the stigma of sex- 
perversion upon the forehead of those "modernis- 
tic" pigs in plush — to "do our bit" in helping to 
clean out the Augean stables in the world of art 
and to help prevent our civilization from rotting 
at the core. And we too, have lived and "studied" 
in Berlin, Vienna, Monte Carlo, Cairo and Paris! 
However tempestuous and elemental the private life 
of an artist may be, the Temple, in the world of 
art, is the one sacred place where he can and should 
seek to de-animalize himself, by exposing only such 
works of art as the race will cherish with joy. To 
some artists this will be a new gospel. Others 
have felt this profoundly and know that the artist 
who fails in this forfeits his right to a place at the 
table of honor, at the banquet of the world. 

These "modernists" ask us to adore Democracy. 
We do! Every sane person does. But there are 
various kinds of democracy, from that of the swine 
wallowing in the mud to the democracy of eagles 
nesting on the pure mountain tops. We believe in 
a democracy which will not only keep us from slip- 
ping back into the abyss of a destructive Alexan- 
drian hedonism, but lift us more and more toward 
a creative Perikleian spiritualism, minus even the 
defects which it no doubt had, a democracy made- 
up of the stern inflexible collectivism of Sparta 
and the flexible individualism of Athens. 

Let us define democracy thus : Democracy means 
a state of society in which each individual will 
enjoy his share of the utmost liberty and leisure 
the race as a whole is capable of wresting from 
nature — in order to have his chance and leisure to 
express himself and to help create the beautiful — 
in order .to make a paradise of this earth. 

Such a democracy requires that the individual 
shall utilize his chance for self-expression — when 
it is given him. If he does not or misuses his 
chance, to the injury of society through cynical 
selfishness — back to the melting-pot with him, for 
another possible incarnation! It means that he 
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must energize and create, above all such things as 
exalt the race away from a slothful sensualism, 
whether practised at the top or bottom of the social 
scale. For he who does or creates anything in life 
or art that is deformed, ugly and debasing, is not 
a democrat but an anarchist! 

Democracy such as one can adore is the eternal 
enemy of mobocracy, whether of the Bolshivikii or 
the I. W. W. with its inevitable sans-cullotism, 
physical filth, intellectual aberration and spiritual 
degeneracy — one result of that insane clamor : "Let 
us level things downward" ! that has made headway 
during the last half century. This democracy of 
ours is opposed to manifestations of any sort of 
downward leveling, because that is contrary to the 
biological laws established by Nature, above all 
when such process is attempted to be enforced by a 
"class spirit," be it entertained by the "puffed-up 
and vulgar proud" among the dilettante artists or 
by the "meek and lowly" class of lugubrious mis- 
fits and lubber-land loafers — whether they have 
been made so by deadening pelagra or flabby will- 
power and an absence of a desire to energize and 
rise above the fat slums of the Bowery or of Bel- 
gravia; a class contented with the "philosophy of 
the belly" so pitilessly scored by Victor Hugo, one 
of the greatest of democrats and protestors against 
the degenerate, because will-destroying philosophy 
of "non-resistance" such as that preached by the 
erratic thinker Tolstoy — a dogma with which he 
poisoned the Russian peasants until between a sur- 
render to vodka on the one hand and to violence 
and absurd visions on the other, they bid fair to 
succumb to Prussianism and all it stands for. 



When the Russian reformers and martial re- 
sisters overthrew the Czar, the maudlin non-resist- 
ers were unprepared for freedom; they became 
drunk and insane from their newly found liberty 
— at least that portion of them with neurotic ten- 
dencies — and are now undergoing the usual reaction 
that follows an intellectual debauch. Traveling in 
a circle, they are nearing the point of contact with 
absolutism. The preaching by Tolstoy of his ruin- 
ous philosophy of non-resistance and absolute 
equality in mentality and property has had its 
logical effect and added to the huge list of crimes 
committed in the name of liberty. For the down- 
ward leveling anarchistic doctrine preached by Tol- 
stoy, minus violence, is practically the same as 
that propagated by the I. W. W. plus violence — 
with this difference also, that Tolstoy's doctrine is 
more potent in the long run for crime, disorder and 
injustice than is the more direct propaganda of 
the I. W. W. The one dominating note in the level- 
ing philosophy is the glorification of the lowly, the 
poor, the diseased, the outcasts and criminals. And 
all who, through the agencies of the physical uni- 
verse, have triumphed as rulers, as artists, as con- 
querors, as men of superior ability and will-power, 
are condemned as lost, and the weak-willed failures, 
the mentally incompetent, are deified as "the chosen 
of God." 

And remark that, logically, according to this doc- 
trine, the men who occupy the seats of the mighty, 
in governing or learning or the arts have only one 
avenue of salvation open to them — that of reducing 
themselves to the level of the slaves, the ignorant, 



and the failures in life. Note carefully that 
whether the "democrats in art" know it or not this 
leveling philosophy, in its last analysis and final 
effects, involves the casting out and destruction of 
all the learning, all the material constructive work 
of the world and art itself. Note also that, since 
the lowest plane of human ignorance and incom- 
petency is fixed and inalterable, the whole of the 
human race, no matter what their previous height 
above this plane may have been, must finally de- 
scend to it, in case this philosophy is rigidly 
applied. For, according to this philosophy, as a 
first condition of salvation, all distinction of rank, 
color, race or mental ability must be swept away! 

From the meaning of this philosophy it is certain 
that once this plane is established, it will create a 
line of demarkation, above which none may rise 
and consequently establish the principle of a dead- 
ening equality totally destructive of human interest 
in anything called earthly civilization, which 
spiritual paralysis will inevitably ensue, the more 
thoroughly the soul of men is fixed on an absolute 
equality here on earth. Because the deepest element 
of what is beautiful or interesting is Variety. 
Variety means life, uniformity means death. But 
according to this philosophy, not only are all men 
created equal, but they are to eternally remain so 
or to be eternally damned. 

Of course this teaching appeals strongly to the 
vast mass of the inefficient and all low-caste human- 
ity. In the early years of the Christian era these 
were the classes most moved by this teaching, and 
they might have become dangerous. But the ruling 
class weakened by their corruption had to bend to 
the popular movement; seeing this danger they 
achieved the most remarkable feat of hypnotic chi- 
canery in the history of the world: They kept on 
preaching the leveling philosophy, but induced the 
proletariat to believe that the leveling process could 
not by any means be realized here on earth, but 
would be certain of realization in the future state, 
and thus kept them in slavery. 

This state of things might have continued indefi- 
nitely had not printing been invented. The perse- 
cution of the early printers, from the standpoint 
of the ruling class of that day, was an extremely 
wise measure and indicated a deep psychic insight 
into the hidden possibilities of what they regarded 
as the "black-art" of printing. After the invention 
of printing, the religion of equality was for some 
time kept away from the masses by preaching and 
writing only in Latin! But as time passed it was 
impossible to prevent some of the so-called "poison" 
from filtering down to the common people. Of 
course the masses did not get equality through the 
Reformation, but it enormously increased the 
means of access of the populace to printed books, 
and that was enough. 

The Revolution in France also failed to establish 
equality ; the pendulum swung back and the Empire 
came. But printing increased; newspapers multi- 
plied and with some checks and halts the propa- 
ganda of equality spread over Europe. Socialism 
arose in Germany. The American Civil War, which 
was mainly the result of the collision of two eco- 
nomic systems, was also utilized by the fanatics of 
the leveling doctrine— rin an attempt to put in prac- 
tice the dogma of race equality. The negroes, when 
freed from slavery, became imbued with the idea 
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of equality with the whites and attempted to put it 
into practice, in South Carolina and elsewhere. But 
they soon discovered that such a state could not be 
attained in this life. 

False humanitarianism and blindness to biologi- 
cal truth are at present peculiar characteristics of 
a large section of the Anglo-Saxon and Latin races. 
It was not always thus; and, in the ruler-races of 
history the tendency to mix with and admit the 
equality of inferior races was always a source of 
degeneracy and brought decadence to the races that 
permitted it. 

Now, if equality meant a leveling upward — to 
fix a high standard of ability and achievement that 
would demand for its realization the most gifted of 
Earth's children, plus creative energy, and then a 
raising of those on a luwer plane to a comprehen- 
sion of such a standard — then the doctrine of equal- 
ity would become constructive. But the equality 
that has been preached for the last twenty centuries 
is destructive — because it means exactly the reverse 
of this. Instead of taking the highest plane of 
human endeavor it takes the lowest, the impotent, 
the crippled in mind, soul and body, and makes the 
very bottom the standard. And everything that, 
through will-power rises above this bed-rock bottom 
of impotence and abortion — is to be pulled down 
to its deepest level. According to this philosophy 
and carried to its last analysis, this means the final 
destruction of all volition of the human mind, and 
a consummation of the Oriental philosophy of the 
negation of the physical universe and the cessation 
of all human creation in the manifold fields of 
human activity. 

The doctrine of equality has never been advo- 
cated in the domain of science because in science 
it is possible to prove the truth of any theory by 
practical results. For example, if Edison or any 
trained engineer invents or discovers a new prin- 
ciple or theory in electricity or mechanics, it is 
possible in a very short time to test the invention or 
discovery and establish its exact value. If a chem- 
ist discovers a new formula in chemistry, that also 
can be immediately tested. It is not possible in 
either of the fields of chemistry or electrical en- 
gineering for an untrained and stupid person to 
make an invention. The man must have a certain 
measure of talent, and a technical training is in- 
dispensable. The common laborer who wields a 
shovel can not design an electrical plant. The man 
who washes dishes in a restaurant is incapable of 
the research necessary to the creation of a chemical 
formula or analysis. If the laborer and the dish- 
washer rose up and claimed recognition as engineer 
and chemist, then their works would be put to the 
test, and the sure result would be their swift rele- 
gation back to ditch-digging and dish-washing. 
Their claims for mental equality would fall to 
pieces before the actual demands of utility. Or 
if some stone-breaker, in the building of the Pan- 
ama Canal, should claim mental equality with Gen. 
Goethals, the result would be, if the doctrine of 
equality was enforced, that all persons engaged in 
work above the mental capacity of the stone- 
breaker, would have to abandon whatever work they 
were engaged in and go to breaking stone, with ho 
one of superior mental capacity to direct how the 
stone should be used. This principle is openly pro- 
claimed as the cardinal doctrine of the I. W. W. 



Now this downward leveling is exactly what is 
taking place in a section of the World of Art, and 
it is to this we have been leading the reader. 

In the industrial and scientific work of the world 
there is a sifting process that is infallible in estab- 
lishing and valuing the mental ability of the people 
engaged in such work. Each one can be tested 
according to the results of their work. The do- 
main of the arts is the only field of human endeavor 
wherein the claim of mental equality is being 
realized. A man's claim to be an artist can only 
be tested by those whose culture and knowledge of 
the arts enable them to discriminate and judge be- 
tween true and sham art, between great and de- 
generate art. But there is neglect to teach the 
true aesthetic principle that art — as regards form 
— while not a mechanical copy of life, should be 
at least a relatively true reflection of it, indus- 
trialism having, for the time being, become so all- 
absorbing, and the leveling philosophy having made 
the majority think that one kind of art is as good 
as another. There is consequently no accepted 
standard whereby a picture or statue may be tested 
as a work of art. 

So the anarchists of the leveling philosophy have 
seized upon the arts as a potent agency for the 
exploitation of their doctrine. Consequently, shoals 
of the poor in mind and body, who find it impos- 
sible to triumph in the utilitarian avocations of the 
world where will-power is needful, have been 
turned to the arts and art "criticism," which to 
them presents a free field with no danger of a 
possibility of proving the falsity of their claims 
to being artists or critics. 

That huge "fair of democratic art" of the "In- 
dependent Artists" held last winter in the Grand 
Central Palace, New York, in which any one — 
tramp or bung-man, slattern or queen, idiot or 
genius, could exhibit — was a militant example of 
the methods of the I. W. W. utilized in the fields of 
Art — for the enthronement of the degenerate by 
the organizers and eulogizers of that exhibition — 
themselves the deluded Brahmins of "modernism" 
and led astray by their Oriental metaphysics. 

In line with this we have had a recent example 
in the attempt to force upon the American people 
Barnard's statue of "Lincoln." This is either con- 
scious or unconscious doing in a public national 
monument what the "Independents" did in private 
art at the aforesaid show. Not only is the aesthetic 
ideal destroyed in this statue but, in the name of a 
"symbol of democracy" our national ideal of a 
powerful, heroic figure is debased to a "meek and 
lowly" downward-leveled degenerate. And Ameri- 
cans are asked to accept as a concept of Lincoln 
a debased and degraded caricature of a Lincoln — 
forlorn and hopeless, a mournful child of the abyss, 
so that every tramp, hobo and degenerate can say 
with a self-complacency: "Look! He was one of 
us!" This is the leveling process with a vengeance, 
and if permitted to go on we may yet see Wash- 
ington presented as a dissolute rake, and Ben 
Franklin as a ragpicker! 

We repeat — Shall degeneracy be enthroned over 
life and art? Shall we foist upon one of the prin- 
cipal squares of London and Paris a specimen of 
the debased fruit of the philosophy of a "meek and 
lowly" false democracy, that which inevitably leads 
to mobocracy and the triumph of the ugly and 
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deformed, not only in art but in life? And shall 
we choose our great Civil War President as the 
victim of this humbug and thus inflict a second 
martyrdom on him by exposing him — with an ex- 
ecrable and hypocritical ecce homo! to the ridicule 
of mankind? 

Such a project might logically come from the 
desperadoes of the I. W. W. but the movement is 
incomprehensible when made by representative 
Americans, for it means in art what anarchy means 
in life — a revolt against even that limited authority 



which common-sense or the cosmic urge teach even 
to the bees and ants and all constructive insects. 
They all live and work according to some collective 
system calling for social restraints under a rigid 
authority. Flies, mosquitoes and other destructive 
insects are the "individualists" and anarchists of 
insect life. 

The anarchy in Russia presents an object lesson 
to America that should serve as a warning not to 
tolerate the propaganda of the Bolshivikii either 
in life or art. 



FRENCH'S "DEATH AND THE YOUNG SCULPTOR" 



(See frontispiece and pages 91 and 92) 



NEARLY a quarter century has passed since 
Daniel French designed a composition in very 
high relief for the tomb of Martin Milmore, 
a young sculptor of great promise whose career was 
suddenly cut short by death. Since that date it . 
would be difficult to find a piece of modern sculpture 
in any country that surpasses "Death and the 
Young Sculptor" in beauty, majesty and tenderness 
— all qualities, in truth, that we have a right to 
demand in the monument of a youth of genius. 

It is this composition which has been chosen for 
the frontispiece in the November issue, translated 
through the woodcut into black and white by 
Timothy Cole. 

Often it has been remarked by genial generalizers 
that Anglo-Saxons are particularly prone to fune- 
real subjects in their literature and art. They in- 
stance the large number of melancholy pictures to 
be seen in London at the successive Royal Academy 
shows, widows leaning over tombs beneath the sob- 
bing willow, and the number of lacrimose ballads 
that Britons of a former generation seem to have 
preferred to happier efforts at meetings intended to 
be festive. Be that as it may — for one might in- 
stance in France and Italy and Spain something 
similar if not exactly parallel, viz. : a kind of fury in 
the demand for pictures of Christian martyrs truly 
horrible in their realism — in any event, the rule 
does not apply to America, perhaps because opti- 
mism has had a chance to burgeon and bloom on our 
favored soil unchastened by the waves of ever- 
recurrent wars. 

In this one among the comparatively rare cases 
where death is the subject, this one so poetically 
treated by the sculptor French, observe with what 
dignity and sweetness the ugly theme is treated: 
how the angel of death advances without an- 
ger or vindictiveness or haste, nay, with a 
maternal kindliness to arrest the hand of the 
young sculptor and how the youth himself is not 
struck at all with horror, but receives the summons 
with a kind of childlike surprize. Some of the 
Etruscan grave reliefs give the opposite note of 
fierceness and violence in the face and gesture of 
the summoner — a fiend armed with an axe — whereas 
we see grave-stones of Greeks in which calmness 
and composure and an almost smiling acquiescence 
in fate are the notes. 

One may say of the Milmore memorial that it is 
not Christian in any specific sense, nor is it heathen 



in that it might reflect any non-Christian or bar- 
barian religion; if any parallel holds, it would be 
better to call it in spirit Greek. The sculptor when 
young was a fellow-townsman and friend of Emer- 
son, who found a great deal more of his spiritual 
nutrition among the Greek classical writers than he 
did in the Bible, and very naturally deserted the 
pulpit for the lecture platform as soon as he became 
convinced that the forms under which Christianity 
existed in his day and locality were unsuited to his 
genius. There is much of the urbanity and kindly 
wisdom of Emerson in the view of death presented 
here — nothing violent or lacrimose or revolution- 
ary, no trace of the natural human revulsion from 
the idea of losing life, but also no suggestion of the 
promise of a further existence in a world superior 
to our own. 

Another trait that is Greek is , the impersonal 
quality of the young man. In no sense a portrait, 
the figure does not represent Martin Milmore but a 
generic sculptor ; it would fit the tomb of any youth 
devoted to the art who should be prematurely parted 
from life. There is great advantage to the spiritual 
side of the work in this freedom from the trammels 
of portraiture. It is well-known that in the palmy 
days of Greek sculpture the artists, when they made 
portraits of successful athletes and generals, were 
not so anxious to get a literal likeness as a statue 
that expressed character. As late as Lysippos, to 
whom Alexander the Great decreed a monopoly of 
sculptured portraits of himself, the aim was not an 
exact representation of a person at a stated age 
but an epitome of the sitter's mind or personality — 
the inner rather than the outer man. 

To show some of French's later work one of the 
seated figures for the pylons of the Manhattan 
Bridge across the East River, New York, is seen 
on page 92. It is the figure representing the Bor- 
ough of Manhattan wearing a turreted crown, 
holding in her lap a winged globe to signify Com- 
merce and having by her side the sun's bridal bird, 
the emblem of Juno, the peacock famed for its sun- 
wheel, its harsh voice and ugly feet. Does the 
Puritan in French here rise up and insinuate by 
symbols that the tribes of Manhattan are sinful in 
their pride? Or does he take that beauteous bird 
merely because the slope of its long neck and tail 
provides an agreeable curve to follow along the lines 
that run by head, shoulder and left arm from top to 
bottom of the composition? Those seated figures of 



